years earlier, on February 15 1731, his very first one, Il Daniello, 3 on an original text written for that occasion by Apostolo Zeno, who had committed himself to sending annually an oratorio to Vienna after leaving the Imperial Court in 1729. 4 Mature Hasse, however, did not choose to write new works, nor did he go back to his Viennese Daniello, but rather chose to revise at first one, and then another oratorio from the conspicuous series of eight he had written for the Dresden Court during little more than fifteen years, from 1734 to 1750. Specifically he chose to revise the scores of Sant'Elena al Calvario first, and then of Il cantico de' tre fanciulli, adapting them from their original destination to the new one (Tab. 1). 7 Moreover, this journal hosts an article by Elizabeth Fritz on the oratorios produced by the Tonkünstlersozietät. I will try to enquire the peculiar status of these works, which Hasse's revision converted to a different destination, for a different public, different performers and a different venue. This particular case of a revision operated directly by the author himself shows very clearly the potential of metamorphosis of oratorio as a genre permanently positioned between church and theatre, court and town. 6 The news have been first published by Eduard Hanslick in his Geschichte des Concertwesen in Wien (Wien: Braumüller, 1869, I, p. 30) Vienna) , as the ruling emperor was still Charles VI, who had hired the poet the year before. 9 The original musical setting was provided by vice-Kapellmeister Antonio Caldara; Hasse set the text fifteen years later. Il cantico was on the other hand Hasse's first oratorio for Dresden in 1734, the year when he actually started his duty as Kapellmeister after the death of king August II and the appointment of the new king and elector, Hasse's patron August III. In that case, the composer had the chance to set a brand-new text provided by court poet Stefano Benedetto Pallavicino. The Italian poet, 62 by then, was born in 1672, and belonged therefore to the generation prior to Hasse's and Metastasio's. He had been hired as Court poet in Dresden still as a teenager in 1688 (by then he was already working on his first libretto, Antiope, meant for his father, the famous opera composer Carlo Pallavicino, but set by Nicolaus Adam Strungk as Carlo suddenly died), an entire decade before Hasse and Metastasio were born, but returned to Dresden much later, in 1719, and experienced a new and very prolific late season of his long career with Hasse's arrival at the Saxon court.
Sant'Elena al Calvario
10 Il cantico is the first of a set of three oratorios written by Pallavicino between 1734 and 1742, the year of the poet's death, including Le virtù appiè della croce and the conspicuous I pellegrini al Santo Sepolcro, one of the most popular oratorios in the whole 18 century. Both texts are therefore by professional playwrights who reached the top of their careers by the time they worked at these texts, with the appointment as court poets in two of Europe's most important courts. Not only the authors of the texts, but the command of the oratorios itself cannot be separated from the frame of courtly life: in both cases those oratorios constituted the main musical-devotional activity of the Holy Week, the year's most important celebrations for the Catholic Church. Metastasio. Florence: Olschki, 1993 ; BELLINA, Anna Laura. La madre di Costantino, la vedova di Manasse e la nonna di Gioas. In Drammaturgia dell 'oratorio, op. cit., p. 31-40. If the original occasion of both oratorios belonged to courtly life, the imperial court was involved, although on a different level, also in supporting the production of the Tonkünstlersozietät oratorios under Joseph II, much distant as he was from his grandfather Charles VI. The support for the charitable activities of the Tonkünstlersozietät must be seen as a deliberate move by the emperor to supply some relief to the state's budget, entrusting that charitable society with the support of the musicians' widows and orphans. Moreover, the court's musical establishment was directly involved in the Tonkünstlersozietät oratorio production, as it can be proved through an interesting letter by Hasse to Antonio Salieri concerning the production of Il cantico. Since Hasse had moved to Venice in April 1773, the oratorio for the following year's Advent season had to be entrusted to local musicians. The choice was made of the highest possible rank: Il cantico was conducted by Giuseppe Bonno (himself composer of an oratorio for the Tonkünstler-sozietät for Lent 1774), who had succeeded Gassmann both as imperial Hofkapellmeister and in the direction and then presidency of the Tonkünstlersozietät. In his duty, Bonno was assisted by Antonio Salieri who would succeed him as imperial Hofkapellmeister and who had a major role in the production of the oratorio by Hasse, training the singers for the Viennese performance, apparently attended by the emperor himself.
11 Hasse had most certainly got to know older Bonno half a century before, back in the 1720s, in Naples, where Bonno had been studying for an entire decade (1726) (1727) (1728) (1729) (1730) (1731) (1732) (1733) (1734) (1735) (1736) 
Hasse's Music: from Devotional Intimacy to Spectacular Grandness
It must be remarked beforehand that, in writing for the Musikalische Akademie of the Tonkünstler-Societät, Hasse aimed more at updating the sound atmosphere of his older oratorios rather than radically transforming their expressive mood, which does not change dramatically.
18 Since the oratorios were not meant anymore for the Court Chapel and its ordinary staff, no castrati were going to be exploited. As a consequence one of the roles, Draciliano from Sant'Elena, changed from alto to bass role. Not just the performers, but the place of the performance changed: no more the small, old Court chapel in the Elector's palace in Dresden
(not yet the new Hofkirche, inaugurated only in 1751, for which Hasse wrote no oratorios), but the large room of a theatre which demanded different and louder sonorities. Hasse, who had been eager to think back at his own (mostly operatic) works for all of his life, was thus challenged to venture into very important and deep revisions. Such changes have been already discussed several times:
19 I will therefore just synthetize them without concentrating on specific examples.
18
The autograph score of the Viennese version is kept at the Library of the Conservatorio "Giu- In these new versions, overtures open each part of both oratorios; these instrumental introductions are now much longer and in Italian style. Choruses grow in importance and gain newly composed, extended choral fugues. The weight and extent of accompagnati grow significantly (Elena's first allocution, "Fortunato terreno", is now set in accompagnato in Vienna, while her last recitativo gets deeply revised). Formally the arias differ much more than in the original versions. Some important arias are newly composed: this is what happens, for example, in Cantico, with the two arias for Anania, starting from the very first aria of the score, "Vago sole, onor del giorno". Hasse makes a masterpiece out of it, opening the aria with a long note as he had often done in his Salve regina, which recalls the long F 4 played by the oboe inaugurating the oratorio's overture -an overture which had been conceived exactly forty years earlier. It is also worth considering Azaria's aria "Tutte all'invito", which had been conceived in Dresden for the concertante arch lute of virtuoso Silvius Leopold Weiss, and was radically revised in Vienna for a much heavier instrumentation meant for a bigger concert hall. A great number of details get moreover changed: changes which vary from the bare lengthening of some bars to the substitution of some sections altogether.
Orchestration is certainly a major point and concern in this revision process: the orchestra in Vienna was certainly much larger, closer to the classical-style standard orchestra, since it acquired trumpets, trombones, English horns, timpani; moreover, bassoons are employed autonomously. Hardly a single page retained its original orchestration. Sometimes the changes implied important consequences, occasionally obtained by introducing very subtle effects with concertante or concertino instruments. In Sant'Elena, for example, the aria "Del Calvario già sorger le cime" turns from the mood of an intimate pilgrimage to a powerful, nearly warlike pictorial description of apocalyptical events. Sometimes, however, the orchestration changes very little, as it happens in the case of the overture to Il Cantico, where a second oboe and the horns are added to barely reinforce the original oboe-solo-and-strings orchestration. Sometimes, as in the aria "In te s'affida" from Sant'Elena, the new orchestration (with pairs of flutes, English horns, horns and muted violins) aims to a very similar, comparable effect to the original one (with flutes and muted violins and violas).
20 Orchestration had in fact been a major concern for Hasse already in Dresden: the Cantico had been the first major production in the new Kapellmeister's duty in early 1734, even before staging an opera, the first being the July Cajo Fabricio. No doubt il Sassone intended to show his ability of exploiting the talents of the King's celebrated orchestra, after the hors-d'oevre Cleofide production, dated three years earlier. (Tab. 2). 21 Hasse's attitude in revising Il cantico was not in fact revolutionary: he rather made a step further on the path of a growingly sophisticated instrumental thought.
Musical Item
Remark on instrumentation in D-Dl Mus. 2477-D-8 Introduttione con Oboe solo Già sale all'etere con Corni Venticel che sovra i prati con Flauti Tutte all'invito con Arciliuto Notte amica, oblio de' mali con Corni e Flauti Fonti che a sorso con Corni La Grand'opra con Oboi e Fagotto Tab While Metastasio's Sant'Elena text was kept unaltered in Vienna, Il Cantico needed some structural intervention, since Pallavicino's text, although written already in the 1730s, had been conceived in the older form as a one-part-only oratorio, as it is also the case of the second oratorio Pallavicino wrote for Hasse, Le virtù appiè della croce. The intervention went in the direction of developing a new grandeur, first of all operating on the spot which was detected as a good end for the new Part 1 of the oratorio. The only aria sung by Nabucodonosorre, the Assyrian king pretending the conversion of the three Hebrew, whom he threatens with capital punishment (incidentally also the only aria in the entire oratorio sung by a male voice) was apparently deemed a suitable dramatic and musical turning point. Nabucodonosorre's aria was amplified by the intervention of the choir, which was given a string of clumsy, mostly quinari lines, not perfectly fit with Pallavicino's original elegant settenari text (Tab. 3). Hasse's autograph states exactly the precise intention of the choir's contribution, establishing that "Coro, ch'entra in cadenza coll'istesso tempo, e coll'istesso fuoco; e continua col medesimo furore sino al fine" ("the choir should enter on the cadence with the same tempo and fire, and continue with the same fury till the end"). 22 The composer cared to provide the future conductor of the Viennese production (he presumably did not expect to conduct himself) with a caring remark on the same page of the autograph score: "si contenti chi dirige di avertir i coristi per tempo" ("the conductor should remember to alert the singers from the choir on due time"). This spot had been already conceived as a turning point in the original version of the oratorio. The king's G minor aria was in fact followed by the Angel's Gmajor accompagnato "Amici, al Dio d'Abramo", introducing God's intervention in the story and marking a sharp distance between the king's menaces and the positive turn the plot is going to take. In the Viennese version, the opening of Part II of the oratorio required the addition of a new instrumental overture (which surprisingly fits perfectly with the overall original pastoral tone of the entire oratorio). As a consequence, the Angel's text did not require any more to be set as accompagnato and was recomposed as recitativo semplice (Tab. 4).
Dresden 1734
Vienna 1774
• Nabucodonorre's Aria Surprisingly, the original affections, the expressive niveau of the oratorios was not drastically influenced by the revision process. At least this is what happened, significantly, in the heart of these works: the wonderful string of arias originally conceived for the virtuoso singers of the king of Poland of the Dresden Court Chapel. More considerable changes in the mood of these works affected rather than the frame the heart of the two oratorios: those peripheral pieces -instrumental introductions and choruses -which were definitely marginal and fewer in number in the original version, but had tremendously grown in importance in the Viennese revision. Probably the most striking case might be observed comparing the two versions of the overture to Sant'Elena. Hasse's "Introduzzione" (sic) for Dresden opens on an E-flat minor dark and intimate introduction, which sets the atmosphere for the austere Lent devotion rite meant for the king and his court in the small Court Chapel (Ex. 1).
On the other hand, the Viennese "Sinfonia" is a grand, dramatic C-minor symphonic overture, marked Allegro, e con spirito and scored for trumpets, timpani, horn, oboes and strings, much more appropriate to the fruition of a larger hall of a theatre (Ex. 2).
Although most of the revision process is strictly connected to practical grounds and does not alter the general mood or the main affection of both oratorios significantly, these few peripheral but conspicuous modifications, while probably not (Fig. 1) .
On the other hand, Giambattista Tiepolo chooses a much different moment in the holy story, showing rather the miracle of the Discovery of the True Cross (1745 ca.; Venice, Gallerie dell'Accademia) on the Golgotha, setting the episode in a spectacular setting, as if on a stage (Fig. 2) .
Hasse's overtures to Sant'Elena from Dresden and Vienna seem to express the chance of a similar, double viewpoint.
As a conclusion: having reached his seventies, Hasse, with the 1771 Milan Ruggiero, left a fifty-year long career as opera composer. In his Viennese oratorios, he updated his style while keeping loyal to his own past, namely to the message his music had been spreading with remarkable coherence since the 1720s, showing an extremely rare, peculiar stylistic continuity which did not however exclude a significant modernization according to changing situations and contexts. Sant'Elena al Calvario and Il Cantico de' tre fanciulli show, in other words, a composer's metamorphic ability and availability in reconsidering his own successful works a quarter of a century after their birth, revising his own scores with a remarkable balance between economy of means and new resources and perspectives. Hasse's music keeps therefore perfectly recognizable in its peculiar features, while showing significant flexibility: a double quality which certainly contributed to no little extent to the composer's success and prompted those "far too generous and dear expressions" through which Salieri decided, on 22 December 1774, to "honour" Hasse's "small merit". Raffaele Mellace (raffaele.mellace@unige.it), Università degli Studi di Genova.
ABSTRACT FROM COURT CHAPEL TO PUBLIC CONCERT: HASSE'S ORATORIOS FROM DRESDEN TO VIENNA
In the early 1770s J. A. Hasse proposed two of his oratorios, originally conceived for the Court Chapel of King August III in Dresden decades earlier, as productions of the Wiener Tonkünstlerso-zietät for the Kärntnertortheater. In Hasse's revision, major changes derive from both the changed stylistic connection and the different destination (audience, performers, space) of the oratorios. This specific case of authorial revision shows very clearly the potentials of metamorphosis of oratorio as a genre permanently positioned between Church and Theatre, Court and Town.
